Introduction. While the model of public service television that focuses on audiences has been traditionally criticised for being more akin to the commercial television model than to the public service broadcasting model, contemporary literature points out that in the age of digitisation and convergence audience participation is precisely a key element of public television (Castro, 2012; Doyle, 2010; Kjus, 2009; Bardoel, 2007 regional public service television and, particularly, tries to determine two questions: 1) whether the variety of participation channels provided by crossmedia productions -a TV show's website, discussion forums and Twitter and Facebook accounts-increases effective audience participation; and 2) whether this participation can be said to contribute to the fulfilment of the mission of public service television, especially proximity television. Method. The study first provides a review of the literature on audience participation and the forms of participation promoted by European, national and regional policies. The TV show La noche de…, broadcast by the Spanish network ETB 2, is subsequently analysed based on the results of the literature review. Results: The increasing attention paid to audience participation in the European and Spanish literature and legislations is not proportionally reflected on the reality of public service television, and particularly of regional public service television corporations.
Introduction
While the model of public service television that focuses on audiences has been traditionally criticised for being more akin to the commercial television model than to the public service broadcasting model, contemporary literature points out that in the age of digitisation and convergence audience participation is precisely a key element of public television (Castro, 2012; Doyle, 2010; Kjus, 2009; Bardoel, 2007) . Two forms of participation coexist in the public media: 1) an official and structural type of participation, linked to the representation of the audience through the so-called "audience councils" -which exist in the public service broadcasting corporations of Germany, the United Kingdom and Ireland-and the "advisory councils" -which exist in the Spanish regional television corporations-and 2) an spontaneous content-related form of participation in which citizens use social networks, SMS, phone calls, among other tools, to interact with the media and with each other as audience.
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The objective of this study is to classify the different forms of audience participation that exist in television and to reflect on which of these forms of participation contribute to fulfilling the objectives of public service television. García Avilés (2011) has identified up to 100 forms of participation in Spanish television channels (both public and private) in a crossmedia study that allowed him to identify the eight roles played by audiences: citizens, consumers, collaborators, fans, contestants, commentators, benefactors and activists. On the other hand, Enli (2008) has compared the audience participation policies of the major European public corporations with the objectives of public service broadcasting. From the point of view of the audiences, other authors such as Debrett (2009) and Jakubowicz (2008) highlight the transforming power of crossmedia productions, given that they multiply the possibilities of interaction. Our goal is to determine whether the variety of participation channels enabled by crossmedia productions (the TV show's website, online discussion forums, Twitter and Facebook accounts, etc.) increase audience participation and, secondly, whether these types of audience participation contribute to the fulfilment of the mission of public service television and, in particular, public service proximity television.
Method: the study begins with a the review of the literature on audience participation in public television in the current context of digital convergence, to identify what forms of participation have been said to contribute to the fulfilment of the mission of public service television. The review departs from the studies carried out by Giglietto and Seva (2014) , Franquet and Villa (2014) , Negredo (2013) , Castro (2012) and García Avilés (2011), among others. The second part of the study consists of the analysis of the references made to audience participation in the European and Spanish regional legislation.
Based on the criteria obtained from the review of the literature and legislation on audience participation in public service television, we will examine La noche de… ("The night of…"), a conventional television show that was premiered on 19 September 1995 on ETB 2 and has been on air for over 19 years. Currently, this show has two sections that revolved around audience collaborations: Vascos en Hollywood ("Basque people in Hollywood") and El Termómetro ("The thermometer"). Since 2000, the show has its own website, which offers several tools to facilitate the collaboration of audiences in the two aforementioned sections, in addition to a third section called Gazapos de película ("Movie mistakes"). The show also has a Facebook account, since December 2010, and a Twitter account (with 2674 followers) since April 2009.
The objective of the study is: a) to determine whether the increase in the participation channels enabled by this TV show has resulted in an increase in audience participation; b) to identify the most dominant participation roles played by the audience of this TV show; and c) to determine whether this increase in participation can be said to contribute to the fulfilment of the objectives of public service proximity television.
Review of literature on audience participation
The study and theorisation of audience participation in the media, and especially in public service media, started fairly late in the 20 th century because for much of the last century the media audience was predominantly perceived as a passive mass. It was not until the audience began to be perceived as more active, individual and constructivist (Fiske & Hartley, 1978; McQuail, 1992; Dahlgren, http://www.revistalatinacs.org/070/paper/1056/26en.html Página 493 1995; and Alasuutari, 1999) when the active role of the audience in the media begun to be studied, albeit often at the normative level. During the last years there has been a growing interest in analysing the access and participation of audiences, citizens or the public in the media and in the public media in particular. The causes of this renewed interest are varied. First, the technological revolution, which has intensified globalisation and the ability of interaction between audiences and publics; and secondly, society"s demand of a democratic regeneration, which involves demanding greater accountability from the media towards the public and society, and in the case of public media a greater and better access and participation in their organisation and content.
Participation in the media: a broad concept
The first challenge in a study of this nature is to define what we mean by participation as it is a very broad term. In fact, the theoretical work of Carpentier (2011) allows us to get an idea of the extent of the phenomenon and its complexity. The proposed definition transcends the media system to encompass all types of participation, but it is useful to start the analysis. Carpentier considers that participation is:
"the opportunities for mediated participation in the public debate and selfrepresentation in the variety of spaces that characterise society. The media sphere serves as a place where citizens can voice their opinions and experiences and interact with each other" (2011: 67).
This definition is valid for participation in the public media if we modify it to include the concept of public media: "the opportunities for mediated participation and self-representation in the public debate through a variety of spaces and technologies in the public media". Indeed, it is evident that it is in the public media where the creation and preservation of this space where citizens can exchange views and interact with their peers, and be represented, is more justified.
To delimit the concept, Carpentier makes a useful distinction between participation in the media and participation through the media. The first includes "structural-related participation" and "contentrelated participation". In structural-related participation, the audience intervenes or collaborates in the management, direction, financing and distribution of the media. This would be the case of the Audience Councils -which exist in the United Kingdom and Ireland (Azurmendi, 2015) . On the other hand, in content-related-participation, the audience can intervene in the definition of content, in the design of programming through the Advisory Councils, and even in the production processes. With regards to the other large category, participation through the media, Carpentier understands it as the self-representation of the social groups through direct access (which is already regulated in many public service corporations as the Right of Access) and mediated representations by the media themselves (Carpentier, 2011: 67-68) . Although there are other classifications of audience participation, like the one proposed by van Dijck and Poell (2014) , who examine participation at the level of the institution, the professional practices and content, our study will use the theoretical framework of Carpentier to frame the different research studies on participation in the media, and especially in public media. To delimit this study, we will dismiss the analysis of participation through the media, and, without omitting the review of the research studies on structural-related participation, the review will focus on the "content-related participation".
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In recent years, studies on the need for participation and the participation channels that exist in the structure of the media have been frequent, especially as a result of the momentum for a better and effective governance of the public institutions, synthesised by the rise of the concept of governance. The growing social demand for greater democratisation of the media has also contributed. This social demand has also caused, de facto, social and political actions in favour of the reform, although with different results both in Europe and the USA (Napoli, 2007; Carpentier et al., 2013) .
Thus, it is not surprising that many research studies have carried out a whole theoretical analysis of audience participation as part of an effort to improve the media governance and journalism (Hasebrink, 2011; Krogh, 2012; Heise et al., 2014) . A fundamental point of these studies is the need for accountability. This concept is key in the study of Bardoel and D"haenens (2004) , who distinguished four variants: political, market, professional and public accountability. The work of Eberwein, Fengler, Lauk and Leppik-Bork (2010) is more comprehensive as it examines a group of countries, and is more focused on the accountability of journalism.
The contributions of Baldi and Hasebrink (2007) are also important in this field. For these authors, accountability and audience participation are key aspects of structural-related participation. Both actions are crucial to improve the governance of the media. According to these authors, audience participation in governance and accountability are two sides of the same coin. One cannot exist without the other: the quality of participation depends on the quality of accountability; the quality of accountability depends on the quality of audience participation. In this sense, Fengler (2012) argues that the new technological possibilities can be not only the runway for new ways of content-related participation -as it will be discussed later-, but can also be used to involve the audience in accountability processes and thus overcome the failure of self-regulation systems by establishing a system of "crowd-criticism" that would allow an improvement in the accountability of the media.
With regards to the structural type of participation that is more oriented to the institutional dimension and the management of the public media, an outstanding summary of the European and Spanish situation of the Advisory Councils of the public media is offered by Fernández Alonso y Fernández Viso (2012: 209-213) . Their study concluded that the presence of social groups in the Spanish case is symbolic and that the effectiveness of the Advisory Council is practically zero (Fernández Alonso and Fernández Viso, 2012: 227) . This idea is also shared by Fuente (2014) and could be improved if we apply to it the potential of new technologies to improve the management of public television (Freire and Cepeda, 2011) . In other more advanced countries, the situation is not very flattering. Audience participation is limited in the social councils of German public television corporations, which represent socially relevant groups and bodies involved in the setting of the public broadcasters programming. According to Professor Hans J. Kleinsteuber (2010: 224) , partisanship has invaded these organisms and they never cease to be accessories for the political parties. Kleinsteuber warns us that if citizens do not react the result will be an unbearable politicisation of control systems that will disconnect the public media further and further away from the citizens they claim to serve and represent. In short, in this structural participation, "public media http://www.revistalatinacs.org/070/paper/1056/26en.html Página 495 have failed to respond to the deployment of the new horizontal, multiple, non-hierarchical forms of governance and of the social relationships that affect their organisation, management and relations with society" (Jakubowicz, 2010: 16) . The only cases in which the structural involvement has some vitality are the BBC Audience Councils of Scotland, England, Wales and Northern Ireland, and to a lesser degree the Audience Council of Ireland"s RTÉ (Azurmendi, 2015) . Their organisation, composition, functions, competencies, and meetings are defined and published on the websites of both organisations. On the other hand, based on the content of the minutes of the meetings, which are also available on the web, it is possible to measure the dynamism of the participation of audiences in the governance of these public media: the level of participation is very limited but real, and the views and interests of the represented public interact with those of the directives that attend the meetings of these Audience Councils.
Content-related participation
After analysing the structural-related participation of the audience in the media, it is now time to analyse the "content-related" type of participation, which involves interaction between the public and the media and their contents (Carpentier, 2011) . We start with the review of studies on participation in general and then focus on studies on participation in public service media.
Syvertsen (2004) was one of the first authors to theorise this type of participation that is more oriented towards the interaction with content than towards the structure or management of the media. As a result of the changes induced by increased competition, convergence and digitisation, Syvertsen defines four types of television publics: citizens -dominant at the beginning of TV-, audiences -fundamental at the time of television"s commercialisation-, clients -derived from the new technologies-, and players -a new kind of public that is involved with the sender-. None of these types is exclusive, but for public operators is fundamental to institutionalise "players", understood as participants, as effective audiences to maintain the new generations (Bruun, 2014: 14) . Later, García Avilés specifies, through an empirical study, the eight roles that are assumed by Syvertsen"s "player" when it participates in multiplatform television: citizen, consumer, collaborator, fan, player, commentator, benefactor and activist (García Avilés, 2012: 435) .
The amplitude of the processes and the aforementioned roles show the complexity of the analysis of participation. In order to simplify the phenomenon, the concept of "second screen" has been proposed based on the fact that participation has an evident technological basis. Second screen refers to the tablets, laptops or mobile phones that are used to interact or share the content of a TV show while consuming traditional television. The idea of "second screen" focuses, however, on devices, not on contents. For this reason, the concept of "social TV", whose terminological strength is based on the idea that the audience participates, shares, and comments on the contents of traditional television (Harboe, 2009 , quoted by García Avilés, 2011 , is far more relevant.
In terms of effective results about social television, Doyle"s analysis of the British case (2010) has shown that systems of audience participation in the context of digital platforms enhance the television experience and provides clear indicators about their preferences. Giglietto and Selva (2014) show that audience participation, the style of comments and the participation mode are correlated with the type of broadcast content. This idea has been confirmed by Quintas-Froufe and http://www.revistalatinacs.org/070/paper/1056/26en.html Página 496
González-Neira (2014), whose study of the Spanish case detected correlations between the general level of audience of certain programmes broadcast on Spanish television and their impact through social networks, in this case Twitter. In the same line, Kjus shows that audience participation with content through new technologies and networks contributes to retaining audience"s attention, especially in reality TV shows, and concludes that exceptional and live programmes are essential to this new type of social TV (Kjus 2009 ). However, there are no conclusive studies that demonstrate that the "interactivity associated with Internet, if used in intelligent and attractive ways, can broaden the audience base of a TV show or to renew its content" (García Avilés, 2011:190) .
From a more critical perspective, Carpentier criticises this techno-optimism that in principle should facilitate content-related audience participation, but in practice is subject to the traditional conditions of mass communication. According to Fernández (2013) , it is not enough to participate, it is necessary to reach the audience (Carpentier, 2009 ) and at the moment, the social audience continues to be defined and determined by the television audience. In addition, its randomness and ephemeral consumption do not determine the future of the audiovisual industry. However, it is true that by questioning segmented audiences, the television industry can find a good niche to enhance the experience of watching television (Fernández, 2013) . This criticism is based on the idea that participation enabled by the new platforms constitutes a system that allow mainstream television to increase its distribution and, therefore, its profits, avoiding a dialogic communication model (Cebrián Herreros, 2004 quoted by Avilés, 2011 . This idea is confirmed by two research studies on the use of Twitter and Facebook in Catalan radio, which concluded that "the predominant model is broadcast, rather than interactive", i.e. the dissemination of additional information, participation and relationship with users is neglected in favour of the distribution of contents (Sellas, 2012: 131-132) . The social audience does not participate in or change the radio discourse, but usually acts in response to a call from the issuer while its ability of content-related interaction and co-creation is limited (Monclús et al., 2015) .
Audience participation in the public media: concepts and content-related participation
One of conceptual differences between public service television and audiovisual commercial broadcasting services is the potential of the latter to reach greater audience participation through such concepts as interaction, co-creation and participation (Enli, 2008; Jakubowicz, 2010; Glowacki and Jackson, 2014; CdE, 2012b) . In this sense, Enli (2008) investigates how the new technological opportunities provide a new chance to improve relations between public services and their audience, and how the public operators, however, are caught in the classic dilemma of attracting large audiences and simultaneously becoming an alternative to commercial channels. The analysis of the official documents of several European public operators shows that new possibilities of participation are used as a central strategy to increase the institutional legitimacy, to justify their expansion to other platforms and as a means to achieve new revenues. In short, the public service mission of Lord Reith, "educate, inform and entertain", should be replaced by "educate, entertain and participate' (Enli, 2008: 105) .
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commons". Its main characteristics lie in the important position granted to the audience both at the institutional level as in the design of platforms. Thus, the audience would assume new roles: funder (crowd-funder), co-archiver (Jackson 2014) . Medina and Ojer (2011) are more cautious and instead of describing the participation and new services as a central or important strategy, consider that interactive services, which facilitate audience participation, are an element that reinforces the mission of public service.
In any case, participation is not a rhetorical question, is a necessity to the changes in the audience. Van Dijck and Poell (2014) contend that public operators must change the concept of "public" to "social", given the current environment and the need to connect with new generations, as young people do not distinguish between public service and commercial service since the spatial borders and between media devices are disappearing. However, new conflicts arise. TV programmes that integrate social networks in their production and content collide with the non-commercial ideology of publicness, since social networks are commercial and are trying to monetise their social content. Should we question the values of public service corporations when they encourage participation through clearly commercial companies like Google, Facebook and Twitter?
There is also scepticism about some underlying issues; even in the most successful TV model, the BBC. For Collins (2013) , with the new technologies the relationship between the user and the BBC has changed just little, because in rough terms the relationship of the British public with the BBC is conceptually constructed as a passive relationship and not as a two-way relationship. Thorsen (2013) also supports this view based on concrete evidence: he says that audience participation in the BBC journalism production is limited by the production routines and the fragmentation of such participation. A further parallel study on participation in the news websites of the BBC and RTVE, RAI France Télévisions and ARD concludes that audience participation is still low, peripheral and complementary (Franquet et al., 2013: 393) . For these authors, it is not enough to enable participation: since the contributions of the users should be evaluated, it is necessary to devise a strategy that assesses and manages user-generated content. The previous work of García Avilés (2011) is based on a larger sample: 190 participation actions; 53 public television channels, based on 9 dimensions and 30 types of participation. The conclusions of García Avilés are consistent with the previous ones, as they show that most of the participation activities are "individual, real-time, collaborative, productive, informative, or focused on personal satisfaction" (García Avilés, 2011: 191) .
Audience participation in public media content usually also takes place through citizen-participation TV shows which discuss current political affairs (McNair et al., 2002; Sívori, 2010; Thorsen, 2013) . However, for some authors, this participation, although valuable, is poor because it is individual. Thus, based on the analysis of two TV shows broadcast by RTVE, Tengo una pregunta para Usted ("I have a question for you") and Nosotros También ("Us too"), in which a group of mentally ill people produce and direct the TV show, Sívori emphasised that participation in public media is more individual than social, and questioned the effectiveness of such content-related participation, because at the end it continues to be in many cases a collaboration. In other words, audience participation is mediated and normalised in ways which are laid down by the public operators (Sívori, 2010) . Sívori concludes that organised plural groups control more efficiently their programmes and projects, messages and objectives than individualised participation do. In any case, full participation occurs only when the audience or the public controls the design and product's http://www.revistalatinacs.org/070/paper/1056/26en.html Página 498 rights, and in order to represent specific interests and messages it is necessary for the content to be organised. It is in this case when complete participation affects not only public broadcasters but also society and the audience (Sívori 2010). In the same vein, based on a qualitative study of 20 Spanish public TV channels and 100 participation activities, García Avilés (2012) highlights that most users are passive and do not participate, but also concludes that audience participation has evolved from playing the role of fans and consumers to the role of collaborators and activists through social networks.
This idea of the need for organised participation to make participation more effective is supported by the analysis of the participation of young people in the production of three cross-platform projects of the public television corporations of France, Belgium and The Netherlands (Vanhaeght and Donders, 2014) . The results show that the success of participation depends largely on whether it contributes to the concept of the programme and it is not an end in itself. The participating audience should know that their participation matter and that it is taken into account. If it does not happen, the concepts of co-creation, interaction and participation are basically rhetorical concepts, which are not taken into account on the day-to-day activities of the public operator.
References to participation in audiovisual legislation 3.1. Audience participation in the European regulation
References to audience participation in the European legislation are discussed in this section. The reality is that references are limited and basically focus on access, a very limited type of participation. For example, in the Council of Europe's European Convention on Transfrontier Television of 5 May 1989, the only reference to access refers to access to content deemed important, which is symptomatic.
"Article 9. Access of the public to events of major importance.
Each Party shall examine and, where necessary, take legal measures such as introducing the right to short reporting on events of high interest for the public to avoid the right of the public to information being undermined due to the exercise by a broadcaster within its jurisdiction of exclusive rights for the transmission or retransmission, within the meaning of Article 3, of such an event."
With regards to the European Union, the 2010 Audiovisual Media Services Directive makes references to participation and access in relation to certain groups in recital 46.
"The right of persons with a disability and of the elderly to participate and be integrated in the social and cultural life of the Union is inextricably linked to the provision of accessible audiovisual media services. The means to achieve accessibility should include, but need not be limited to, sign language, subtitling, audio-description and easily understandable menu navigation."
The Directive also repeats the concept of access to important events and their respective summaries, in recital 55 and article 14 and 15:
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"In order to safeguard the fundamental freedom to receive information and to ensure that the interests of viewers in the Union are fully and properly protected, those exercising exclusive television broadcasting rights to an event of high interest to the public should grant other broadcasters the right to use short extracts for the purposes of general news programmes on fair, reasonable and non-discriminatory terms taking due account of exclusive rights."
Therefore, we can conclude that the active participation of the audience or the public in audiovisual media is not regulated beyond the directives that affect the protection of the rights of consumers and the right to rectification of the Audiovisual Media Services Directive. The European Parliament's resolutions on the public service broadcasting neither makes references to audience participation as essential or important function of its mission (EP, 1996; PE 2010) .
On the other hand, more recently, two explicit mentions to the need for audience participation in European public service media were made in 2012 in two documents of the European Council, although without normative force. The first document, the Declaration of the Committee of Ministers on Public Service Media Governance (CdE, 2012ª), states that the governance of these bodies should provide active and effective dialogue with the stakeholders, "including new levels of interaction, commitment and participation". The following recommendation of the Council of Europe's Committee of Ministers on governance requires member States to strengthen public service media through the inclusion, in the rules that define the public service, of provisions that facilitate the full use of new interactive technologies to promote wider democratic, social and cultural participation (CdE, 2012b). One of the features of this law is that it redistributes the obligations, prohibitions and limitations included in the previous legislation in relation to television in two groups of rights: the rights of the public and the rights of the audiovisual service providers. The first group includes:
Audience participation in the
 The right to receive plural media (art. 4)
 The right to cultural and linguistic diversity (art. 5)
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 The rights of children (art. 7)
 The rights of persons with disabilities (art.8), which would mean that audiovisual services providers must subtitle 75% of their programmes and must provide 2 hours of sign language interpretation, plus two hours per week of audio-written content.
 The right to participation in the control of audiovisual content (art. 9)
However, the active role of the public is recognised only within the "right to participation in the control of audiovisual content". It is a prerogative that is not limited to the public's possibility of complaining before to the competent audiovisual authority, but extends to the right of hearing with the service provider that has delivered an apparently illegal content:
Article 9: "When the audiovisual authority considers that apparently illegal content has been broadcast hearing shall be given to the involved service provider and, where appropriate, to the person who requested the intervention of the authority."
The audiovisual authority can reach agreements with the service provider to modify the audiovisual content or, where appropriate, put an end to the broadcast of the illegal content."
This is a very limited type of participation, focused on aspects related to content which in no case means structural participation in the media. By itself, this type of designation does not guarantee audience participation in public television, beyond the fact that the diversity of the members of the Advisory Council represent the interests of the institutions that appointed them. The information and advice competencies the law attributes to the Council reflect a low profile regarding audience participation in decision-making on programming and content: d) Report at the request of the Board of Directors on any matters they submit for its consideration.
References to audience participation in regional audiovisual legislation
Also in this case the scarcity of references to audience participation is striking. The laws on regional television or audiovisual media mention the democratic contribution of public regional broadcasters and that their objective is to meet the needs -or rights, according to the texts-to information, of a plural nature, to access to culture and education, to the offer of cultural creations. However, these same laws -or other derivatives-do not develop these principles or transform them into institutionalised audience participation channels.
The biggest approach to the concept of audience participation in the laws on regional television is the recognition of the right of access, which is included in most legal texts:
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Along with the right of access, another expression of audience participation is the recognition of an Advisory Council within the organisation of the regional television corporations, in which some sort of representation of the audience would be included. 
Research method and analysis variables
To analyse our subject of study we developed several analysis cards that collected information about the TV show's format and internal structure; the contents available on its website; the different participation channels offered to the public; and the roles played by the audience when responding to the strategies deployed by the TV channel. The design of all the tools of analysis is based on the most recent studies carried in Spain on the phenomenon of audience participation in multiplatform (Franquet and Villa, 2014; García Aviles, 2011 and Castro, 2012; Ruano, 2009 y García, 2008 . To evaluate the TV show's fulfilment of the public service mission we started by analysing the definition of this mission in the current Spanish and European regulations and, for the methodological aspects, the parameters proposed by Laura Fernández and Marta Roel (2014) to measure this property in TV contents [7] . The sample selected for the study included 18 episodes broadcast between 14 October 2014 and 15 January 2015.
Format, structure and content of the TV show
The first variables that were taken into account for the analysis of the TV show are: format, objectives and presentation style, content and channels for audience participation A. Format as the idea of the TV show. Format is the new way of calling what was always called the idea of a TV show, which could be easily replicated on television in any other language and anywhere else (Saló, 2003:34) . In television, in general, the format can be classified in:
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informational, fictional and entertainment. La noche de… can be considered a form of entertainment but not in its purest form. According to Soledad Ruano's presentation of quality programming patterns in Spanish television (2009), this TV show can be defined as a movies-specialised cultural TV show, although its main purpose is not provide exhaustive news coverage on film, but to entertain while reporting the playful aspects surrounding the world of cinema.
B. Objectives of the TV show. As cultural and entertainment TV show, its objectives to contribute to the audience's education (in cinema) and entertainment. The website of the TV show defines its objectives as follows: "TV show about movies, hosted by Felix Linares with articles on actors, directors and films; diverse sections that help people discover unknown aspects of the Seventh Art"
[8] Table 4 . Guide to analyse the content of the TV show and its website.
Internal structure
Presentation: summary of content and film: 25 minutes
Contents

Curiosities
Alternating sections: "Celebrities who almost died", "Non-CGI special effects", "Movie mistakes", "Seven defects of an actor", "Celebrities who were among us"...
Cast of the film
Full film/movie per week: 90 to 120 minutes.
Relevant topics
Curiosities and anecdotes of the seventh art.
Bloopers and stories about various movies.
Making of, special effects and postproduction.
Classic and modern cinema. Timeless.
Objectives
Inform on cinema and entertain with cinema.
Format: TV show specialised in cinema. Entertainment.
Participation channels
Website of the TV show ( C. Contents and internal structure. Genre(s) used. The presentation takes place after an opening sequence that lasts few seconds and involves the use of close-ups and medium shots of the presenter over a chromakey green screen. Linares presents the show and offers a summary of the show to come, which includes previews of some of the issues that will be presented and the film that will air that night. After the summary, the hosts gives way to two sections: "Celebrities who almost died" due to different accidents and under circumstances not always related to filming, and "Non-CGI special effects". The genres used in the development of the TV show are: the short informative report (2-3 minutes), the presentation of short news on films, and commentary (sometimes criticism). These are all fundamentally informational genres with cultural content.
D. Audience participation: channels and audience interaction. Audience participation in the TV show can be evaluated by looking at: the level of interactivity of the spectator with the TV show; the origin of the participation initiative; the number of actors involved in the process; and the existence of incentives (García Avilés, 2011). These variables were subsequently related to the results obtained from our object of study, La noche de…, to see how audience participation is approached by the TV channel: a) According to the level of interactivity of the spectator/user with the TV show it is possible to distinguish low, medium and high levels. In the medium level users display certain action which may be the result of motivated participation that materialises, for example, in the sending of a text message or onscreen appearance. In the case of this TV show, the most common level is the medium one although on occasionally a high level of interactivity takes place when, for example, the show allows the audience to make questions via the Internet, the intervention of the audience in the narrative of the TV show, or the involvement of the http://www.revistalatinacs.org/070/paper/1056/26en.html Página 508 audience in a cause promoted by the channel (García Avilés, 2011:181) . This is the case of the section "The Basque people conquer Hollywood" and the posting of contents external to the programme on the Facebook page of the TV show, as well as the promotion of filmrelated books or the Basque films recommendations.
b) The participation initiative may come from the TV channel and especially the TV show (institutional form) through the website of the TV show, although it is also present in the menu system of the website of the channel, on the blog Estrenos de cine ("Movie premieres") [9] , and in social networks (Internet). The live broadcast of the TV show used to make references, for example, to bloopers or curiosities in cinema sent in by viewers, but the latest episodes of the show no longer do so. The viewer/user also has the option of intervening in the narrative development of the TV show by emailing or uploading in the website information about movie mistakes, curiosities, facts, for example, which can be included in the TV show along with the identification information of the sender.
c) According to the number of actors involved in the participation there are various levels of participation: from one to many, as in the case of the presenter addressing the audience during the broadcast and the content published periodically on social networks -mainly Facebook-to advertise and inform on some events, premieres, etc.; from many to one, when the audience gives feedback through comments and messages published on the website of the TV show and on social networks in response to invitations made by the TV show; and from many to many, especially when content is shared on social networks. Therefore, there is communication between the viewer/user and the TV show, the viewer/user and the presenter, and among users.
d) With regard to incentives, although sometimes there are material incentives, like free tickets as a prize for winning a small contest or participating (sporadically) in a specific part of the programme, La noche de… offers incentives in the form of entertainment and knowledge related to film. Not in vain, the apparent purpose of the show is, in this order, to entertain, inform and collaborate. Source: Authors' own creation based on the proposal of García Avilés (2011: 182).
E. Crossmedia production refers to the presence of content for television, the website, presence on social networks and several channels integrated in each of the media. -with regards to the TV show under analysis…:
a) The TV show provides content to be disseminated through broadcast television every Tuesday at 22:15 hours. It also has a website (La noche de…) within the TV programmes section of the TV channel's website (EITB), which also provides access to a blog about movies in which Felix Linares participates with contents that are presented in the TV show he hosts. The blog, however, is directed by Ederne Frontela, a journalist from the Spanishlanguage Radio Euskadi station, which is owned by the EITB group.
b) The TV show is present in social networks: in Facebook since 1 January 1997, in Twitter since April 2009, and in YouTube since 2007. It should be noted that it is not easy, however, to find out how to intervene in social networks from the website of the TV show or of the channel, as it occurs with other programmes whose websites include in the menu system links to social networks, email and even the phone number so that users can access them immediately. The only option to participate in social networks is through the comments of the audience in the section The Basque people conquer Hollywood where viewers/users are asked to share information they know about scenes or details of films that include some reference to the Basque Country. [10] http://www.revistalatinacs.org/070/paper/1056/26en.html Página 510 c) App for mobile devices. The Basque regional TV network has an application for mobile phones and tablets that works with different operating systems and includes the EITB a la carte (on demand) service in addition to direct service for programmes [11] . La noche de…, however, does not seem to have its own app to disseminate its contents.
F. Web accessibility. The accessibility of the TV show's website [12] is fairly limited for groups with certain disabilities. For example, it is not easy to navigate through the website using only the keyboard and the TV shows available on the website do not display subtitles for the deaf. The two basic principles of accessible web design are: the creation of web pages that can change from one language to another, and offer content in an understandable way to facilitate navigation on the site. In this sense, the website of La noche de… does provide alternative methods for non-textual content by enabling access to them via images, tables, infographics, etc.
Audience participation strategies in multiplatform television: application to the case of La noche de…
According to the strategies deployed by the TV canal and show, the audience plays a series of roles while participating with the medium. Following the classification of García Avilés, the roles of the audience could be summarised as follows: citizens, consumers, collaborators, fans, contestants, commentators, benefactors and activists (2012: 435-440).
a) Consumer. Participation is encouraged with initiatives geared towards purchasing products through advertising, contests, SMS messages and pay-per-view services. In this case, the TV show displays advertising but does not seem to consider this role.
b) Citizens. The objective is to get citizen involved in a diversity of communicative processes that can strengthen the exercise of their civil rights and their active participation in the social sphere through the voting of political leaders, solidarity actions, submission of complaints about the programming, and the promotion of initiatives of social significance. This participation role is neither clear in the TV show. c) Collaborators. This strategy aims to reach the user through the distribution of content through the use of multiple platforms and to know their tastes and interests. It is part of the value chain of the programmes and include humorous recordings, productions of fans and informative pieces sent in by the audience. While EITB has a TV programme for this purpose, ZuKZri social networks, and with the user comments publicly displayed in the menu system of the website of the TV show. e) Commentators. They try to increase effectiveness in the engagement of the audience with a TV show through the public discussion of certain contents disseminated exclusively online. It also serves to retain the audience. In EITB, several programmes promote this role. La noche de… also promotes it the sections Movie mistakes and The Basque people conquer Hollywood, and also through the publications in social networks: broadcast episodes, premieres, previews, etc. This profiles has one of the strongest presences on the websites of the TV show and of the TV channel.
f) Players/contestants. In game shows in cross-platform television users can participate in their development inside and outside the TV studio, mainly through their votes, which on occasions modifies the development of the TV show. In this case, since La noche de… is not a game show, it does not promote this role, except in very specific and sporadic, times as mentioned.
g) Fans. This is the characteristic role of the use of social media with the opening of accounts on social networks and a diversity of web channels. The aim of promoting the creation and emergence of users with this profile is to increase the total audience of a TV show and TV channel. Facebook and Twitter, for example, are used to disseminate contents about programmes that often are not part of the broadcast content, but are pieces that maintain their unit with the TV programme and provide the long-tail of the production. This profile is abundant in La noche de…, which is very present in the social networks, with several thousand followers.
h) Benefactors. The objective of this profile/role is that the user participates actively through the media made available by the TV channel or the TV show in the social sphere, beyond television, so that the user becomes part of the social mission of the TV network: awareness campaigns linked to foundations and other organisms that can be supported in different ways, like economic contributions and volunteering work. This profile is not visible, in principle, in the TV show under study.
Discussion: fulfilment of the public service mission
The TV show under analysis offers various participation channels to the audience, of which the most important is its website. However, based on the number of access points and the content made available to users, the website does not constitute the most important strategic line for the TV channel or the TV show. In this case, the gradual increase in the number of user access channels has meant an increase in the number of followers but this does not seem to be significant enough to talk about its influence on the increasing success of the TV show. Audience participation is concentrated in the social networks and the TV show's website in the form of comments and sometimes collaborations (contents sent by the audience and presented during the broadcast show). The roles played by the audience, therefore, are mostly commentators and fans, despite the latter are little active with the majority of broadcast programmes.
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The level of participation of citizens, viewers in this case, in the television contents is a medium, more active on the website of the TV show than on Facebook or Twitter, during the period under analysis. Web accessibility is low and does not include other crucial parameters for the TV show to be considered a public service programme, despite it is an entertaining cultural programme about movies that targets the general public. We are talking about compliance with, for example, selfregulation codes: subtitles for the deaf, audio descriptions for the visually impaired or child protection measures. The format does not present a plurality of views nor shows specific activities in favour of the constitutional values or social minorities. The TV show is neither impartial since its presenter comments openly on much of the contents presented. In addition, films and other contents presented on the TV show are often violent or sensationalist in nature.
La noche de… is a successful format in the Basque regional television; a success that guarantees high levels of audience season after season. However, after the study of the TV show during the aforementioned period, it is not clear whether the TV show's increase of audience access and participation channels, which incorporate objective functions of the Information Society, have contributed to the increase in the success of the TV show. Also unclear is whether the TV show fulfils the mission of public service proximity television.
Conclusions
Expectations on audience participation in the media have grown, on the one hand, due to the technological revolution that has intensified globalisation and the ability of interaction of audiences and publics; and, on the other, due to society's demand for a democratic regeneration, which involves greater access for and participation of citizens in the public media.
These aspirations or trends have yet to receive enough social and media projection to talk about consolidated avenues for audience participation and of functions or activities recognised by citizens in their interaction with the media.
The review of the European and Spanish literature and the study of the current regulation shows that audience participation in the public media has become in recent years a relevant objective from a political and social point of view. Paradoxically, this granted importance is not proportionally reflected on the reality of public television channels, particularly in regional public television channels. As noted by Avilés (2012) and Franquet (2013) , audience participation is rather individual, peripheral and scarce.
Social networks offer new possibilities for audience participation, but in order for them to facilitate and invigorate this participation, television corporations need to implement a strategy in this direction. Without it, audiences will continue playing a mostly passive role, and making incipient collaborations, as it occurs with the case under study: Euskal Telebista's La noche de….
In particular, the study shows how despite La noche de… offers multiple audience participation channels, the amount of access points nor the content made available to users/viewers represent a strategic line of first order for the TV show. On the other hand, with regards to the parameters that could establish a correlation between greater audience participation and greater chances to fulfil the http://www.revistalatinacs.org/070/paper/1056/26en.html Página 513 mission of public service television, La noche de…, despite offering film-related cultural and entertainment content, does not meet the requirements of public service, such as subtitling for the deaf, audio description for blind people or the protection of children. In addition, films and other contents presented on the TV show are often violent or sensationalist in nature.
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